The fear of remembering in Spain can be explained by the fact that during the Franco regime there was a pact of silence underwritten by fear. The vanquished Republicans were repressed and dispossessed. The 'disappeared' were, and are, 'absent'.
They have been silenced. The effect of being 'disappeared' is to lose a social and political identity. 3 However many people in Spain believe it is better to bury old wounds, particularly now that the majority of participants and witnesses to the war and its aftermath are dead. Nevertheless, specters remain, even if they are buried for the moment. As Judith Butler puts it: 'When versions of reality are excluded or jettisoned to a domain of unreality, then spectres are produced that haunt the ratified version of reality, animated and de-ratifying traces…. there is no loss' (xiii).
The filmmaker, the "I" of this essay, was confronted with the problem of how to represent the trauma of war and, the silence that has followed in the present. How does one bear witness to a traumatic past when memory is fraught with fear and betrayal?
Since film cannot directly record memories of the past or history itself, strategies must be deployed to represent bearing witness. Bearing witness is by no means straightforward, even before it is mediated through film. We must first ask who bears witness, and second, how to evaluate the account of an event that is now in the past. It cannot simply be a matter of a recuperation of the past, since the past can never be regained. Those who were present at an event and witnessed it directly provide an account of the event. But even this account of the past is inevitably mediated by the context of its production and the subjectivity of the witnesses. David MacDougall argues that in many memory films, particularly documentary films and television programs, 'filmmakers are tempted to use the surviving photographic record as if this were memory itself' (italics in the original, 232). Archival moving images, particularly those on black and white analogue film often contains scratches, dirt and deterioration. This patina of age 'tends to exaggerate its status as a sign. This sign is often confused with authenticity' (ibid).
MacDougall draws the conclusion that documentary films, in order to represent memory, need to employ other strategies to represent memory meaningfully.
There is a danger that 'the photographic image as an indexical trace of an event
[in the past] acquires a materiality that substitutes its presence for the contingency of the absent moment it depicts' (Kears 2007: 135). Although the archival images in Not
Reconciled do not purport to be fully authentic, they nevertheless indicate a sense of an earlier time that, mediated in the present, evoke a sense of the past in the imagination of the spectator. They are mediated further through the voice-overs of the fictional ghosts who comment on them, thus providing a context for their place within the filmic structure. Brief eyewitness testimonies are also provided by subjects whose accounts are presented as contradictory or evasive or whose infirmities render them potentially unable to comprehend the questions. 'He was there, but he's deaf' says a woman, pointing to an old man who lapses into an incoherent mumble. These are not reliable witness testimonies but narratives of fear; fear of recollection; fear of the terror of war and the fear of opening old wounds in villages whose closed communities necessitate the need for silence.
In the creation of fictional ghosts as surrogate witnesses to events of the traumatic past, to uncover what may be hidden, I am not alone. As Lewis-Herman notes: 'Folk wisdom is filled with ghosts who refuse to rest in their graves until their stories are told'
(1). Avery Gordon points out that ghosts tell us that life is far more complicated than it may appear: 'In a culture seemingly ruled by technologies of hypervisibility, we are led to believe not only that everything can be seen, but also that everything is available and accessible for our consumption' (16). The creation of the haunting image of the ghost as fictional eyewitness reminds the spectators of their own role as witnesses to others' lives. 
FIGURE #2/TRACES OF WRITING
As Paul Willemen notes: 'A ruin is a historical sign that has escaped from history. It is history constantly overcome by nature and only as such does it become an object of contemplation because history itself cannot be contemplated' (58).
The shots of the ruined buildings appear immobile as though they are in stasis, but they are not. Antonio, a ghost, observes: 'You learn to listen for the sounds of falling walls, the faint whispers of the living and the dead, and to watch as the cracks widen and the walls crumble'. The film illustrates Doreen Massey's argument that: 'space has to be imbued with the temporal. As a slice through time, space is a dynamic simultaneity and that is quite different from a stasis' (Massey, undated) .
The absence of war in the present is expressed through static shots, long shots and observation. The static shots of the ruins contain movement: tourists walk in and out of the buildings; birds fly through the frame and grass sways in the breeze. In a long static shot in a bar in the new town, we may observe a barman seemingly unaware of the camera, lost in his own interior world, unmoving, locked out of events around him. In another, a 5-minute static shot of the ruins, the camera observes a ruined church while the fictionalised voices give their subjective accounts of the battle that took place there. Tourists wander about looking at the empty space, and a man photographs a woman. As the camera zooms slowly in they stand side by side, their hands raised to shade their eyes, looking into the space beyond us. In employing such strategies, the documentary examines the metaphorical nature of silence and absence in a place where history tells us that once there was the opposite, the chaos and roar of guns and bombs. Begona Aretxaga, in an examination of her own experience of life during the Franco regime, asserts that life in Spain consisted of a permanent state of terror that was 'transformed into presence, absence and ghostliness ' (128-9) . This view is underlined in filmed interviews with witnesses to the war who are reluctant to discuss their experiences of that period. The documentary does not rely on interviewees to act as witnesses to history, to provide incontrovertible veracity. This method alone would not take into account the frailty of memory, the resistance to remembering and the inclination towards 11 forgetting, nor the fact that what is revealed is mediated through film. The film is not able to elicit revealing responses from these subjects in terms of veracity. Yet it is able to reveal uncertainty, distraction, and avoidance.
FIGURE #3/BALCONY
The spontaneous 'interviews' combine with the scripted voices of the ghosts to 4 Not Reconciled can be seen online at http://vimeo.com/28050084.
